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GVSUfaculty in 1994. 
I n 1902, a popular and "festive" writer who went by the pseudonym of Felix Limendoux published several collections of photoengrav-
ings titled Las mujeres glantes "the gallant women" 
(see Figure 1). These images of scantily clad 
women in "artistic" poses signal a break with the 
prior representation of women in Nineteenth-Cen-
tury Spain; we might note the contrast between 
the images in Figure 1 and Figure 2, which ap-
peared in La Ilustraci6n Iberica, a very popular 
journal, in 1897. Commonly known as the Angel 
of the House, the nineteenth-century woman was 
so ethereal and selfless that she hardly had a body. 
Normal bourgeois women were also seen as lack-
ing all sexuality. Even as late as 1892, we find a 
seventh printing of Dr. Pedro Felipe Monlau's 
Higiene del matrimonio o ellibro de casados "marital 
hygiene or the book for married men," where he 
states: "the role of women in copulation is almost 
entirely limited to suffering the mechanical in-
tromission of the male copulative organ" 
( Aldaraca 60). As Bridget Aldaraca' s research has 
shown, women's passion, sexual desire and plea-
sure were considered symptoms of an illness akin 
to nymphomania and dubbed furor uterino, "uter-
ine furor." 
It is significant that, as part of his marketing 
campaign for The Gallant Women, Limendoux 
coined a term, sicalipsis for an artistic mode for 
which there was no word in the Spanish of the 
time. Initially, our creator simply pointed to the 
engravings as a definition of his term. Eventually, 
d  t h e  
~th-
s t i v e "  w r i t e r  w h o  
:  F e l i x  L i m e n d o u x  
l S  o f  p h o t o e n g r a v -
l e  g a l l a n t  w o m e n "  
;  o f  s c a n t i l y  c l a d  
1 1  a  b r e a k  w i t h  t h e  
n  N i n e t e e n t h - C e n -
.  c o n t r a s t  b e t w e e n  
g u r e  2 ,  w h i c h  a p -
a ,  a  v e r y  p o p u l a r  
t o w n  a s  t h e  A n g e l  
n t u r y  w o m a n  w a s  
h a r d l y  h a d  a  b o d y .  
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d e  c a s a d o s  " m a r i t a l  
·d  m e n , "  w h e r e  h e  
1 p u l a t i o n  i s  a l m o s t  
h e  m e c h a n i c a l  i n -
p u l a t i v e  o r g a n "  
r a c a '  s  r e s e a r c h  h a s  
a l  d e s i r e  a n d  p l e a -
LS  o f  a n  i l l n e s s  a k i n  
u r o r  u t e r i n o ,  " u t e r -
t  o f  h i s  m a r k e t i n g  
' m e n ,  L i m e n d o u x  
a r t i s t i c  m o d e  f o r  
h e  S p a n i s h  o f  t h e  
p l y  p o i n t e d  t o  t h e  
;  t e r m .  E v e n t u a l l y ,  
T h e  S e d u c t i o n  o f  t h e  A u d i e n c e  
f i g u r e  1 .  T h e  p o i n t  t o  w h i c h  t h e s e  
i m a g e s  w e r e  s u p p r e s s e d  c a n  b e  g a t h e r e d  
f r o m  h o w  d i f f i c u l t  i t  i s ,  e u e n  t o d a y ,  t o  A n d  
a  c o p y  o f  t h e  M u j e r e s  g a l  a n t e s .  A s  f a r  
a s  I  k n o w ,  t h e  o n l y  e x t a n t  c o p y  i s  i n  t h e  
b o w e l s  o f  t h e  B i b l i o t e c a  N a c i o n a l  i n  
M a d r i d .  I  w a s  o n l y  a b l e  t o  o b t a i n  a  
p h o t o c o p y  o f  o n e  o f  t h e  p h o t o e n g r a v i n g s  
a f t e r  m u c h  p e r s i s t e n c e  ( I  w a s  s e n t  f r o m  
r o o m  t o  r o o m  a n d  h a d  t o  r e t u r n  s e v e r a l  
t i m e s ) ,  a n d  c h a t t i n g  u p  a  l i b r a r i a n  w h o  
A n a l l y  t o o k  u p  m y  c a u s e .  T h e  f a c t  t h a t  
t h e  p u b l i c a t i o n  a p p e a r e d  i n  t h e  c a r d  
c a t a l o g u e  a n d  h a d  a  c a l l  n u m b e r  d i d n ' t  
s e e m  t o  m a t t e r ;  i t  w a s  b u r i e d  s o m e w h e r e  
i n  t h e  c a t a c o m b s .  A n d  t h i s  w a s  p e r h a p s  
d u e  t o  t h e  o f f e n d i n g  s u b j e c t s  o f  t h e  
p h o t o g r a p h s :  s c a n t i l y  c l a d  w o m e n  
s h o w i n g  t h e i r  l e g s  u p  t o  t h e  t h i g h  a n d ,  i n  
t h i s  c a s e ,  e v e n  a  b a r e  b r e a s t ,  a l t h o u g h  t h e  
p o o r  q u a l i t y  o f  t h e  p h o t o c o p y  m a k e s  i t  I  
d i f f i c u l t  t o  s e e  t h i s .  5 5  
F i g u r e  2 .  T h i s  i m a g e  a p p e a r e d  i n  L a  
I l l u s t r a c i 6 n  I b e r i c a  f r 8 9 7 J ,  a  p o p u l a r  
j o u r n a l .  I t  c l e a r l y  i l l u s t r a t e s  t h a t  i n  
S p a i n ,  e u e n  a t  t h e  t u m  o f  t h e  c e n t u r y ,  t h e  
m o d e l  o f  t h e  A n g e l  o f  t h e  H o u s e  w a s  s t i l l  
c u r r e n t ,  a n d  s t i l l  b e i n g  i m p o s e d  o n  
w o m e n .  
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he explained that sicalipsis was 
any work "that occupies the in-
termediate point between the 
artistically moral and the artless 
sexually frank." What he seems 
to describe, then, is an erotic 
mode, somewhere between a 
prudish art and pornography. 
The adjective "sicaliptico" was 
readily adopted into the lan-
guage to designate first this very 
popular series of photoengrav-
ings, and then a narrative mode 
that formed the center of a po-
lemic between moralists and 
Figure 3· This is a cover illustration from 
La sed de amar 'Thirst for love" lrgoJ), 
a novel by Felipe Trigo, which, according 
to Federico Sainz de Robles, sold 
approximately so.ooo copies within a few 
months when it first appeared. We might 
note the contrast between this depiction 
of men and women and the one in 
Figure 2. 
progressives. This debate occupied a great deal 
of critical attention during the first several de-
cades of our century. If at the beginning, the 
sicaliptic mode, in image and verbal narrative, 
provoked the ire of moralists, it will not surprise 
us that during the Franco years these texts (along 
with the term, sicalipsis) were erased from liter-
ary history, and even the language-lately, 25 
years after Franco's death, the term has seen re-
newed use.1 The literary manuals, with a few 
notable exceptions, continue to ignore these 
works, even though they played a very signifi-
cant role in the formation of a broader 
readership, and in the development of a publish-
ing market in Spain. I should point out that one 
of the weeklies that carried these novels, La novela 
corta, printed 300,000 copies of its first issues. 
Another one, El cuento semanal, printed 75,000 cop-
ies of each of its weekly issues in 1907 and 1909 
(Sainz de Robles 104). In contrast, the most popu-
lar novels of a canonical writer such as Gald6s 
reached only 4 to 5,000 copies (Botrel122). None-
theless, even those scholars who propose to rectify 
the omission of these texts from literary history 
reveal their discomfort and repugnance when 
dealing with sicalipsis. And yet the eroticism of 
these narratives cannot today be considered ob-
scene; the sexual act itself occupies little space in 
our texts, and it is often presented through meta-
phorical language. It is not solely the 
representation of sex that offends here, but rather 
its presentation in sensual, provocative, and posi-
tive terms, and the effects it might have on the 
reader, in particular the female reader of the 
time. Carol Clover's observation with respect to 
film is also valid for these Spanish novels: "Al-
though our systems of censorship and our 
production codes concern themselves with the 
status of bodies 'up there' (on the photograph, 
on the canvas, on the screen), what is really at 
stake is the body 'down here,' the body of the 
viewer. Pornography's shame lies in the fact that 
it has [an] unequivocal intention: to excite the con-
sumer" (3). 
And our sical 
late the public, a 
de amar, "thirst J 
Moreover, the lu 
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excitation of wo 
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A n d  o u r  s i c a l i p t i c  t e x t s  c l e a r l y  m e a n t  t o  t i t i l -
l a t e  t h e  p u b l i c ,  a s  t h e  c o v e r  i l l u s t r a t i o n  o f  L a  s e d  
d e  a m a r ,  " t h i r s t  f o r  l o v e , "  s h o w s  ( s e e  F i g u r e  3 )  .  
M o r e o v e r ,  t h e  l u b r i c i o u s  i n t e n t  m a r k s  t h e  n e o l o -
g i s m  i t s e l f ,  w h i c h  i n  i t s  e t y m o n  d e n o t e s  t h e  
e x c i t a t i o n  o f  w o m e n .  " S i c a l i p t i c o "  t u r n s  o u t  t o  
b e  a  c o m p o u n d  f o r m e d  f r o m  t h e  G r e e k  s y k o n ,  
m e a n i n g  " f i g "  o r  " v u l v a , "  a n d  a l e i p t i k 6 s ,  " t o  e x -
c i t e ,  r u b ,  l u b r i c a t e . "  H e n c e ,  w o m a n  a s  s e x u a l  
b e i n g  c o n s t i t u t e s  t h e  o b j e c t  o f  t h e s e  t e x t s ;  t h e  
s e a r c h  f o r  a n d  e x p l o i t a t i o n  o f  h e r  d e s i r e  a n d  p l e a -
s u r e  i n f o r m  t h e  s i c a l i p t i c  p l o t s ,  a t  t h e  c e n t e r  o f  
w h i c h  r e s i d e s ,  a s  w r i t e r  R a m o n  P e r e z  d e  A y a l a  
e x p l a i n e d ,  a  s i s t e m a  c 6 s m i c o  g i n o c e n t r i c o  a  
g y n o c e n t r i c  c o s m i c  s y s t e m  ( F e r n a n d e z  C i f u e n t e s  
7 6 ) .  T h i s  f e m i n i n e  i m a g e  l i e s  d i r e c t l y  o p p o s e d  t o  
T h e  S e d u c t i o n  o f  t h e  A u d i e n c e  
F i g u r e  4 .  T h i s  i l l u s t r a t i o n ,  t i t l e d R a p t o s  
" K i d n a p p i n g s "  b y  R a m o n  Ci l i a ,  f r o m  
M a d r i d  C o m i c o ,  M a r c h  r 6 ,  r 8 8 4 .  T h e  
c a p t i o n s  r e a d ,  f r o m  l e f t  t o  r i g h t  a n d  t o p  
t o  b o t t o m :  " T h i s  s c e n e  o c c u r s  b e f o r e  j e s u s  
Ch r i s t ,  t h u s  P a r i s ,  t h e  c a d ! ,  s t o l e  H e l e n . "  
" P u r e  c u s t o m s  o f  t h e  A f t e e n t h  c e n t u r y :  t h e  
t r o u b a d o u r  c l i m b s  u p  t h e  w i n d o w s i l l ,  t h e  
d a m s e l  j u m p s ,  h e  c a t c h e s  h e r  i n  h i s  a r m s ,  
a n d  t h e y  r u n  o f f .  m a d l y  i n  l o v e . "  " T h e  
p r e s e n t  c e n t u r y :  a  h o r s e - d r a w n  c a r r i a g e ,  
t h e  d e v i l ' s  i n t e n t i o n s ,  a n d  t h e  r i g h t  a w a y  
t o  t h e  t r a i n  s t a t i o n .  T h e y  c a t c h  t h e m ,  
a n d  . . .  m a r r i a g e ,  f o r  a l o n g  c e n t u r i e s  t o  
c o m e . "  "A n d  s i n c e  w e  a r e  p r o g r e s s i n g  s o  
q u i c k l y ,  t h u s  w i l l  b e  t h e  k i d n a p p i n g s  o f  t h e  
t w e n t i e t h  c e n t u r y . "  
t h e  n i n e t e e n t h - c e n t u r y  A n g e l  o f  
t h e  H o u s e - r e c a l l  M o n l a u '  s  d e -
p i c t i o n  o f  t h e  a c t  o f  
c o p u l a t i o n - w h i c h  i s  p r e s e n t e d  
a s  t h e  e p i t o m e  o f  f e m i n i n e  p e r -
f e c t i o n  w i t h i n  b o u r g e o i s  
d i s c o u r s e .  
T h e  f e a r  i s ,  o f  c o u r s e ,  t h a t  i n  
r e a d i n g  t h e s e  t e x t s  a n d  v i e w i n g  
t h e s e  i m a g e s ,  w o m e n  w i l l  i n t e r -
n a l i z e  a  m o d e l  t h a t  i s  s o  
d a n g e r o u s  t o  t h e  s t a t u s  q u o  t h a t  
i t  w i l l  r e v e r s e  t h e  e s t a b l i s h e d  
r o l e s ;  t h e  e n d  r e s u l t  m i g h t  b e  
s e e n  a s  F i g u r e  4 .  I n  o r d e r  t o  d e -
f e n d  t h e  i m a g e  o f  t h e  d o m e s t i c ,  
v i r t u o u s ,  s e l f l e s s  w o m a n ,  s p i r i -
t u a l  d i r e c t o r s  r e c o m m e n d e d  t h e  
w o r k s  o f  R i c a r d o  L e 6 n  a n d  
o t h e r  m o r a l  w r i t e r s  t o  y o u n g ,  
m i d d l e - c l a s s  w o m e n ;  y e t  t h e y ,  
a c c o r d i n g  t o  L u i s  F e r n a n d e z  
C i f u e n t e s ,  s e c r e t l y  r e a d  t h e  
l s 7  
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works of Felipe Trigo, one of the 
most influential and popular of 
the sicaliptic novelists. Although 
Trigo laments that the young 
ladies to whom he dedicates his 
novel, Las ingenuas, will not be 
able to read it, their participa-
tion in the readership is evinced 
in the notes to the reader ap-
pearing in weeklies such as La 
novela semanal, whose presenta-
tion states: "I desire to be a 
pleasant pastime in the hands of 
the cultured reader, and a pleas-
ant means of diversion between 
elegant feminine fingers" 
(Magnien 13). Upon announcing 
the inclusion of critical reviews 
of recently published works in 
El cuento semanal, the editor ex-
presses his hopes that "perhaps 
they will be of some interest to 
the gentle woman reader" 
(Magnien 34). And it may not be 
a coincidence that this last 
weekly published sicaliptic no-
vellas alongside "books of ideas" 
and works dealing with sexual-
ity and feminism. Felipe Trigo 
himself contributed to this jour-
nal. In his essayistic work, 
Socialismo individualista, Trigo 
elaborates a critique of his 
present society, and develops a 
program for the "transforma-
tion of woman as a social entity." 
There he proposes the liberation 
of that "ideal, and idolized be-
ing [who works:] in the houses 
of prostitution, .. .in the factories 
or the river, knitting or wash-
ing the clothing of the poets, and 
[also the liberation of] the hap-
piest of women [who] are angels 
of the house .... that is, angels 
with needles and mops who work as the domes-
tic slaves of man" (89). We might contrast this 
description with the engraving in Figure 2. 
Women's transformation, Trigo tells us, can only 
be achieved through an educational reform-a 
reform that requires the participation and coop-
eration of man, and in particular, a change in the 
textual models, both pictoric and verbal, that are 
imposed on women. 
As Felipe Trigo and Eduardo Zamacois' nov-
els show, reading is one of the principal means 
by which women can acquire knowledge and de-
velop their intellectual and emotional capabilities. 
In many of these works the protagonist is a 
reader; yet this is not an individual activity, as 
she almost always receives the impetus from a 
man who recommends specific readings or sends 
her letters, stories and articles as a means of se-
duction. In accord with what the moralists feared, 
the act of reading leads to the sexual act, but and 
this is the important difference-consummation 
does not have the same tragic consequences now; 
it is rather an act of healthy emancipation. Even 
when, as in some novels, coitus is preceded by a 
brief hysterical attack, the seduced woman does 
not become ill, nor does she degenerate into a 
prostitute as a result of the awakening of her plea-
sure. In fact, in many of these texts, the woman 
is able to leave an oppressive domestic situation 
and even enter the public sphere (as a recognized 
and celebrated writer in Alma en los labios "soul 
on the lips," for example). 
This problematic is concretized in distinct vari-
ants that are determined by the circumstances, 
upbringing and, specifically, the education of the 
protagonists. These elements make possible di-
vergent endings, as can be seen in the three novels 
that I shall briefly comment on here, and which I 
shall examine from the perspective of variants 
on the same story. 
In Las ingenuas, "the naive ones," Felipe Trigo's 
first novel, the female character will not be able 
to overcome the moral norms and will end up 
living an unhappy and dissatisfied existence. 
Here we find the story of Luciano, a young, edu-
cated man with hopes of being a poet, who falls 
in love with Flora, his 
Flora enjoys a higher leve 
of the young ladies of h~: 
indolence, an inability t 
caused by a pampered t 
nomic situation that a 
unending supply of luxw 
not allow her freedom c 
times we will find her l 
without even the possibi 
being. 
During a volume and 
between Flora and Lucia 
first of daily letters, an 
and stories published by 
onym in the Madrid ne\1 
these texts prepares Flor 
ter; it excites her. And d 
of love Luciano initiate 
sure. Trigo takes de 
presentation of the seen 
It was an ecstasy of sc 
ders and small moans 
her mouth with passio1 
a scream. 
And then there beg2 
hour-an hour swollen 
the absolute absence of 
nal present, achieved : 
marvelous divinity; an 
was lost, found within 
long, immense, twitd 
with which to give her 
entire being, with the l1 
more, to fuse with hirr 
ear trembling caressE 
shudder as if it had 
other. .. She was unab: 
nite, honeyed agony 
flight of her loving fan 
of their inflamed nervE 
kiss of an entire life w 
their mouths forget th 
ality. (195) 
w h o  w o r k  a s  t h e  d o m e s -
.  W e  m i g h t  c o n t r a s t  t h i s  
e n g r a v i n g  i n  F i g u r e  2 .  
n ,  T r i g o  t e l l s  u s ,  c a n  o n l y  
n  e d u c a t i o n a l  r e f o r m - a  
~ p a r t i c i p a t i o n  a n d  c o o p -
, a r t i c u l a r ,  a  c h a n g e  i n  t h e  
: t o r i c  a n d  v e r b a l ,  t h a t  a r e  
E d u a r d o  Z a m a c o i s '  n o v -
e  o f  t h e  p r i n c i p a l  m e a n s  
q u i r e  k n o w l e d g e  a n d  d e -
n d  e m o t i o n a l  c a p a b i l i t i e s .  
· k s  t h e  p r o t a g o n i s t  i s  a  
m  i n d i v i d u a l  a c t i v i t y ,  a s  
· i v e s  t h e  i m p e t u s  f r o m  a  
> p e c i f i c  r e a d i n g s  o r  s e n d s  
u t i c l e s  a s  a  m e a n s  o f  s e -
, v h a t  t h e  m o r a l i s t s  f e a r e d ,  
t o  t h e  s e x u a l  a c t ,  b u t  a n d  
f f e r e n c e - c o n s u m m a t i o n  
t r a g i c  c o n s e q u e n c e s  n o w ;  
t l t h y  e m a n c i p a t i o n .  E v e n  
s ,  c o i t u s  i s  p r e c e d e d  b y  a  
h e  s e d u c e d  w o m a n  d o e s  
~s s h e  d e g e n e r a t e  i n t o  a  
h e  a w a k e n i n g  o f  h e r  p l e a -
f  t h e s e  t e x t s ,  t h e  w o m a n  
e s s i v e  d o m e s t i c  s i t u a t i o n  
1 c  s p h e r e  ( a s  a  r e c o g n i z e d  
1  A l m a  e n  l o s  l a b i o s  " s o u l  
l e ) .  
m c r e t i z e d  i n  d i s t i n c t  v a r i -
~d b y  t h e  c i r c u m s t a n c e s ,  
: a l l y ,  t h e  e d u c a t i o n  o f  t h e  
m e n t s  m a k e  p o s s i b l e  d i -
) e  s e e n  i n  t h e  t h r e e  n o v e l s  
1 e n t  o n  h e r e ,  a n d  w h i c h  I  
~ p e r s p e c t i v e  o f  v a r i a n t s  
a i v e  o n e s , "  F e l i p e  T r i g o ' s  
h a r a c t e r  w i l l  n o t  b e  a b l e  
n o r m s  a n d  w i l l  e n d  u p  
i  d i s s a t i s f i e d  e x i s t e n c e .  
, f  L u c i a n o ,  a  y o u n g ,  e d u -
, f  b e i n g  a  p o e t ,  w h o  f a l l s  
i n  l o v e  w i t h  F l o r a ,  h i s  w i f e ' s  s i s t e r .  A l t h o u g h  
F l o r a  e n j o y s  a  h i g h e r  l e v e l  o f  e d u c a t i o n  t h a n  m o s t  
o f  t h e  y o u n g  l a d i e s  o f  h e r  t i m e ,  s h e  s u f f e r s  f r o m  
i n d o l e n c e ,  a n  i n a b i l i t y  t o  a c t .  T h i s  c o n d i t i o n  i s  
c a u s e d  b y  a  p a m p e r e d  u p b r i n g i n g ,  a n d  a n  e c o -
n o m i c  s i t u a t i o n  t h a t  a l l o w s  h e r  t o  e n j o y  a n  
u n e n d i n g  s u p p l y  o f  l u x u r i e s  a n d  o b j e c t s ,  b u t  d o e s  
n o t  a l l o w  h e r  f r e e d o m  o f  w i l l  o r  a c t i o n .  S e v e r a l  
t i m e s  w e  w i l l  f i n d  h e r  l o c k e d  i n s i d e  h e r  h o m e  
w i t h o u t  e v e n  t h e  p o s s i b i l i t y  o f  t a l k i n g  t o  a n o t h e r  
b e i n g .  
D u r i n g  a  v o l u m e  a n d  a  h a l f ,  t h e  r e l a t i o n s h i p  
b e t w e e n  F l o r a  a n d  L u c i a n o  p r o g r e s s e s  b y  m e a n s  
f i r s t  o f  d a i l y  l e t t e r s ,  a n d  t h e n  t h r o u g h  a r t i c l e s  
a n d  s t o r i e s  p u b l i s h e d  b y  t h e  l o v e r  u n d e r  a  p s e u d -
o n y m  i n  t h e  M a d r i d  n e w s p a p e r s .  T h e  r e a d i n g  o f  
t h e s e  t e x t s  p r e p a r e s  F l o r a  f o r  t h e  s e x u a l  e n c o u n -
t e r ;  i t  e x c i t e s  h e r .  A n d  d u r i n g  a n  " i n f i n i t e "  n i g h t  
o f  l o v e  L u c i a n o  i n i t i a t e s  F l o r a  i n t o  e r o t i c  p l e a -
s u r e .  T r i g o  t a k e s  d e l i g h t  i n  t h e  d e t a i l e d  
p r e s e n t a t i o n  o f  t h e  s c e n e :  
I t  w a s  a n  e c s t a s y  o f  s o b s  a n d  t e a r s ,  o f  s h u d -
d e r s  a n d  s m a l l  m o a n s  t h a t  h e  e x t i n g u i s h e d  i n  
h e r  m o u t h  w i t h  p a s s i o n a t e  k i s s e s  . . .  T h e r e  w a s  
a  s c r e a m .  
A n d  t h e n  t h e r e  b e g a n  a  l e t h a l ,  u n e n d i n g  
h o u r - a n  h o u r  s w o l l e n  w i t h  s t i f l i n g  d e s i r e  a n d  
t h e  a b s o l u t e  a b s e n c e  o f  w h a t  w a s  n o t  t h a t  e t e r -
n a l  p r e s e n t ,  a c h i e v e d  l i k e  t h e  p o s s e s s i o n  o f  a  
m a r v e l o u s  d i v i n i t y ;  a n  h o u r  i n  w h i c h  s h e  w h o  
w a s  l o s t ,  f o u n d  w i t h i n  a  s u b l i m e  e c s t a s y ,  t h a t  
l o n g ,  i m m e n s e ,  t w i t c h i n g  l o o k  o f  h a p p i n e s s  
w i t h  w h i c h  t o  g i v e  h e r  b e i n g  t o  L u c i a n o  . . .  h e r  
e n t i r e  b e i n g ,  w i t h  t h e  l o n g i n g  t o  c o m  p e n e t r a t e  
m o r e ,  t o  f u s e  w i t h  h i m  [  . . .  ]  w h i s p e r i n g  i n  t h e  
e a r  t r e m b l i n g  c a r e s s e s  t h a t  m a d e  t h e  h e a r t  
s h u d d e r  a s  i f  i t  h a d  b e e n  t o u c h e d  b y  t h e  
o t h e r  . . .  S h e  w a s  u n a b l e  t o  d i s c e r n  i f  h e r  i n f i -
n i t e ,  h o n e y e d  a g o n y  w a s  p r o d u c e d  b y  t h e  
f l i g h t  o f  h e r  l o v i n g  f a n t a s i e s ,  o r  b y  t h e  c o n t a c t  
o f  t h e i r  i n f l a m e d  n e r v e s ,  w i t h i n  t h a t  e n o r m o u s  
k i s s  o f  a n  e n t i r e  l i f e  w h i c h ,  i n  c o n t r a s t ,  m a d e  
t h e i r  m o u t h s  f o r g e t  t h e i r  k i s s e s  f o r  t h e i r  t r i v i -
a l i t y .  ( 1 9 5 )  
T h e  S e d u c t i o n  o f  t h e  A u d i e n c e  
T h i s  d e s c r i p t i o n ,  w h i c h  g o e s  
o n  f o r  s e v e r a l  p a g e s ,  i s  f a r  f r o m  
t h o s e  c o n t a i n e d  i n  c a n o n i c a l  
w r i t e r s  l i k e  G a l d 6 s  o r  C l a r i n ,  i n  
w h o s e  w o r k s  t h e  s e x u a l  a c t  i s  
c o n s p i c u o u s l y  a b s e n t .  T h e  n a r -
r a t o r  v i e w s  b o t h  t h e  s e n s a t i o n s  
o f  t h e  c h a r a c t e r s ,  a n d  t h e i r  b o d -
i e s  a n d  m o v e m e n t s .  T h e  
l a n g u a g e  a t t e m p t s  i n  i t s  r h y t h m  
a n d  s y n t a x ,  w h i c h  c o n f o u n d s  
s u b j e c t  a n d  o b j e c t ,  t o  r e p r o d u c e  
t h e  a c t .  A n d  t h i s  i s ,  a s  F e r n a n d o  
G a r c i a  L a r a  p o i n t s  o u t  ( 2 3 5 ) ,  t h e  
s c a n d a l  o f  T r i g o ' s  t e x t .  I t  i s  t h e  
s c a n d a l  o f  t h e  p r e s e n t a t i o n  o f  
t h e  s e x u a l  a c t ,  b u t  e v e n  m o r e  s o ,  
i t  i s  t h e  i n v i t a t i o n  t o  s p e a k  o f  s e x  
i n  s e n s u a l ,  e r o t i c  t e r m s ,  a n d  n o t  
i n  t h e  s c i e n t i f i c  t e r m s  u s e d  b y  
w r i t e r s  l i k e  M o n l a u  i n  h i s  M a r i - I  
t a l  h y g i e n e .  T h i s  a c t  i s  f o r b i d d e n  5 9  
t o  t h e  p o i n t  t h a t  t h e r e  i s  a  l a c k  
o f  v o c a b u l a r y  t o  e x p r e s s  t h e  
p l e a s u r e ,  a s  t h e  p r o f u s i o n  o f  
m e t a p h o r s  m a k e s  c l e a r .  
I f  L u c i a n o  g u i d e s  t h e  a c t i o n ,  
a n d  o c c u p i e s  i n  t h e  n o v e l  t h e  
r o l e  o f  t e a c h e r ,  o f  i n i t i a t o r ,  t h e  
n a r r a t o r  a t t e m p t s  s e v e r a l  t i m e s  
t o  f o c a l i z e  t h e  s c e n e  t h r o u g h  
F l o r a ' s  e y e s .  I t  c o n t i n u e s  t o  b e ,  
o f  c o u r s e ,  t h e  m a s c u l i n e  g a z e ,  
b u t  n o w  i t  i s  t h e  w o m a n ' s  p l e a -
s u r e  t h a t  o c c u p i e s  t h e  n a r r a t o r ' s  
a t t e n t i o n ,  a n d  a l s o  t h e r e f o r e  t h a t  
o f  t h e  r e a d e r .  T h e  o t h e r  s c a n d a l ,  
t h e n ,  i s  t h e  f e m i n i n e  e r o t i c  p l e a -
s u r e  t h a t  t h e  t e x t  t r a n s m i t s .  W e  
n e e d  t o  r e m e m b e r  t h e  " y o u n g  
l a d i e s "  t o  w h o m  T r i g o  d e d i -
c a t e d  t h i s  p a r t i c u l a r  n o v e l .  
A  f e w  p a g e s  l a t e r ,  o u r  n a r r a -
t o r  f o c u s e s  o n c e  a g a i n  o n  t h e  
m y s t e r y  o f  f e m i n i n e  p l e a s u r e  
Gabriela Pozzi 
Figure 5· This I 924 cover illustration of 
Incesto, by Eduardo Zamacois, shows a 
woman with a bare breast, much as the 
one in the photoengraving from the 
Mujeres galantes ofFigure I. 
when he tells us, in indirect dis-
course, Flora's explanation of 
what she felt: 
A drowning in incredible 
and ineffable happiness!. .. 
It was like pain, that makes 
one scream and fear for 
one's life ... but that passes 
and can't be explained after-
wards, not even 
remembered .. . lt was like 
fright of pleasure and hap-
piness, she couldn't say 
more! .. .It was like, for a mo-
ment, she was afraid she 
was dying ... (200) 
And, finally, Flora speaks: "I 
don't know! Like glory in my 
body! Like fire! Like a glory of 
fire!" (200). 
The predominance of comparisons and ellipses 
signals the absence of a lexicon that can commu-
nicate the phenomenon. Flora can only speak of 
her sexuality through metaphors. The erotic dis-
course, in contrast with the scientific, is thus 
marked by absences, silences and approximation. 
Sexuality has a positive value in this work; as 
Lily Litvak states, sexual liberation is equivalent 
to social emancipation (227) . While the relation-
ship lasts between Flora and Luciano, both are 
happy; however, in the end, Flora's upbringing-
her prejudices, her jealousies, in sum the 
oppressive learned morality-imposes itself, and 
along with this, so does her situation as future 
inheritor of the family fortune. She will end up 
marrying a mediocre and traditional man; that 
is, a man who takes advantage of his maids, who 
lets an illegitimate daughter die, who can't be 
bothered with his wife, and spends most of his 
time in the casino drinking and chatting with his 
friends. 
The unhappy ending is not here the result of 
breaking the moral norms, as it was in 19th-cen-
tury narrative. It is, rather, the outcome of 
following those norms; conventional morality 
now has a negative value. And, we see, too, the 
hypocrisy of the official discourse, since adultery, 
even between a woman and her brother-in-law, 
has few social repercussions; no one cares that 
the characters have broken the matrimonial vows, 
nor do they care that they have committed, in a 
sense, incest. What matters to the society is main-
taining appearances, and in particular, 
maintaining capital. The novel does indicate, how-
ever, that Flora would have saved herself had 
she affirmed her love and rejected the social pres-
sures and requirements, as well as her family's 
power over her, a power rooted in the inherit-
ance. 
The environment in which the heroine of 
Incesto, by Eduardo Zamacois, grows up is quite 
different, as will also be the ending of the novel. 
Mercedes is the daughter of a liberal writer, a 
"pagan" writer, whose works propound the mer-
its of free love. Mercedes has read a few of her 
father's books, in hiding since these are forbid-
den to her. She· 
vances as he att 
her her father's 
of course, the 
Mercedes will rE 
norms. Roberto 
all the plays, th 
novels, the initial 
erything she hac 
irresistible lover 
the edge of tempt 
[her father], the 
loves, taught her 
motes sexual em 
he does not do 
daughter. When 
yet consummc: 
Mercedes, he loc 
sult, she imitate~ 
of the novels an 
tion in a privat£ 
play-so we see 
ary between pri 
the end, after a 
the struggle beh 
desire for freedoi 
from home with 
which she prod 
our life-you h< 
one of us must 
pose mine" (28~ 
reader to writer, 
and, in case the 
this act is not de 
author, explains 
1924: "In the cor 
not don Pedro C 
thodox and regi 
Mercedes, his d 
Liberty, that is, tl 
to be" (5). 
The last nove 
en los labios "soul 
be read as the c 
story of Merced 
J m p a r i s o n s  a n d  e l l i p s e s  
~xicon t h a t  c a n  c o m m u -
: ; " l o r a  c a n  o n l y  s p e a k  o f  
t a p h o r s .  T h e  e r o t i c  d i s -
t h e  s c i e n t i f i c ,  i s  t h u s  
c e s  a n d  a p p r o x i m a t i o n .  
e  v a l u e  i n  t h i s  w o r k ;  a s  
l i b e r a t i o n  i s  e q u i v a l e n t  
2 7 ) .  W h i l e  t h e  r e l a t i o n -
a n d  L u c i a n o ,  b o t h  a r e  
d ,  F l o r a ' s  u p b r i n g i n g -
l l o u s i e s ,  i n  s u m  t h e  
t y - i m p o s e s  i t s e l f ,  a n d  
h e r  s i t u a t i o n  a s  f u t u r e  
r t u n e .  S h e  w i l l  e n d  u p  
i  t r a d i t i o n a l  m a n ;  t h a t  
t t a g e  o f  h i s  m a i d s ,  w h o  
h t e r  d i e ,  w h o  c a n ' t  b e  
n d  s p e n d s  m o s t  o f  h i s  
g  a n d  c h a t t i n g  w i t h  h i s  
'  n o t  h e r e  t h e  r e s u l t  o f  
: ,  a s  i t  w a s  i n  1 9 t h - c e n -
t h e r ,  t h e  o u t c o m e  o f  
: o n v e n t i o n a l  m o r a l i t y  
.  A n d ,  w e  s e e ,  t o o ,  t h e  
; c o u r s e ,  s i n c e  a d u l t e r y ,  
n d  h e r  b r o t h e r - i n - l a w ,  
J n s ;  n o  o n e  c a r e s  t h a t  
t h e  m a t r i m o n i a l  v o w s ,  
·  h a v e  c o m m i t t e d ,  i n  a  
;  t o  t h e  s o c i e t y  i s  m a i n -
a n d  i n  p a r t i c u l a r ,  
> v e l  d o e s  i n d i c a t e ,  h o w -
l V e  s a v e d  h e r s e l f  h a d  
· e j e c t e d  t h e  s o c i a l  p r e s -
l S  w e l l  a s  h e r  f a m i l y ' s  
r o o t e d  i n  t h e  i n h e r i t -
v h i c h  t h e  h e r o i n e  o f  
: o i s ,  g r o w s  u p  i s  q u i t e  
l e  e n d i n g  o f  t h e  n o v e l .  
·  o f  a  l i b e r a l  w r i t e r ,  a  
: k s  p r o p o u n d  t h e  m e r -
h a s  r e a d  a  f e w  o f  h e r  
: i n c e  t h e s e  a r e  f o r b i d -
d e n  t o  h e r .  S h e  w i l l  a c c e p t  R o b e r t o  A l c a l a ' s  a d -
v a n c e s  a s  h e  a t t e m p t s  t o  s e d u c e  h e r  b y  g i v i n g  
h e r  h e r  f a t h e r ' s  o w n  t e x t s  t o  r e a d  - a n d  t h i s  i s ,  
o f  c o u r s e ,  t h e  m e a n i n g  o f  t h e  t i t l e  I n c e s t .  
M e r c e d e s  w i l l  r e a d  h e r  l i f e  a c c o r d i n g  t o  l i t e r a r y  
n o r m s .  R o b e r t o  i s  " t h e  i n v i n c i b l e  g e n t l e m a n  o f  
a l l  t h e  p l a y s ,  t h e  i r r e s i s t i b l e  s e d u c e r  o f  a l l  t h e  
n o v e l s ,  t h e  i n i t i a t o r "  ( 2 7 4 ) ,  a n d  h e  r e p r e s e n t s "  e v -
e r y t h i n g  s h e  h a d  r e a d  a n d  d e s i r e d ;  i n  s u m ,  t h e  
i r r e s i s t i b l e  l o v e r  w h o  t o o k  E v a  a n d  M a t i l d e  o v e r  
t h e  e d g e  o f  t e m p t a t i o n ,  a n d  w h o m  G o m e z  U r q u i j o  
[ h e r  f a t h e r ] ,  t h e  p r o d i g i o u s  n o v e l i s t  o f  s e n s u a l  
l o v e s ,  t a u g h t  h e r  t o  l o v e "  ( 2 7 3 ) .  I f  t h e  f a t h e r  p r o -
m o t e s  s e x u a l  e m a n c i p a t i o n  i n  h i s  w r i t t e n  w o r k s ,  
h e  u o e s  n o t  d o  t h e  s a m e  i n  " r e a l "  l i f e  w i t h  h i s  
d a u g h t e r .  W h e n  h e  l e a r n s  o f  t h e  r e l a t i o n s h i p ,  n o t  
y e t  c o n s u m m a t e d ,  b e t w e e n  R o b e r t o  a n d  
M e r c e d e s ,  h e  l o c k s  h e r  u p  i n  t h e  h o u s e .  A s  a r e -
s u l t ,  s h e  i m i t a t e s  t h e  a c t i o n s  o f  t h e  p r o t a g o n i s t s  
o f  t h e  n o v e l s  a n d ,  f i n a l l y ,  s u c c u m b s  t o  t e m p t a -
t i o n  i n  a  p r i v a t e  b a l c o n y  o f  a  t h e a t r e  d u r i n g  a  
p l a y - s o  w e  s e e  t h e  t r a n s g r e s s i o n  o f  t h e  b o u n d -
a r y  b e t w e e n  p r i v a t e  a n d  t h e  p u b l i c  s p h e r e s .  I n  
t h e  e n d ,  a f t e r  a  b r i e f  n e r v o u s  c r i s i s  c a u s e d  b y  
t h e  s t r u g g l e  b e t w e e n  f a m i l y  r e s t r i c t i o n s  a n d  h e r  
d e s i r e  f o r  f r e e d o m  a n d  l o v e ,  M e r c e d e s  r u n s  a w a y  
f r o m  h o m e  w i t h  h e r  l o v e r .  S h e  l e a v e s  a  l e t t e r  i n  
w h i c h  s h e  p r o c l a i m s  h e r  i n d e p e n d e n c e :  " L i f e -
o u r  l i f e - y o u  h a v e  s a i d  i t ,  i s  a  n o v e l  t h a t  e a c h  
o n e  o f  u s  m u s t  w r i t e ;  a l l o w  m e ,  t h e n ,  t o  c o m -
p o s e  m i n e "  ( 2 8 9 ) .  M e r c e d e s  h a s  c h a n g e d  f r o m  
r e a d e r  t o  w r i t e r ,  a n  a c t  s h e  h a s  l e a r n e d  i n  b o o k s ;  
a n d ,  i n  c a s e  t h e  p o s i t i v e ,  e m a n c i p a t o r y ,  v a l u e  o f  
t h i s  a c t  i s  n o t  c l e a r  f o r  h i s  r e a d e r s ,  Z a m a c o i s ,  t h e  
a u t h o r ,  e x p l a i n s  i n  h i s  e p i l o g u e  t o  t h e  e d i t i o n  o f  
1 9 2 4 :  " I n  t h e  c o n f l i c t  t h a t  i s  p r e s e n t e d  h e r e ,  i t  i s  
n o t  d o n  P e d r o  G o m e z  U r q u i j o ,  i n s t i n c t i v e l y  o r -
t h o d o x  a n d  r e g r e s s i v e ,  w h o  i s  r i g h t ,  b u t  r a t h e r  
M e r c e d e s ,  h i s  d a u g h t e r .  H e r  r e v o l t  s y m b o l i z e s  
L i b e r t y ,  t h a t  i s ,  t h e  T r u t h :  w h a t  o n e  d a y  w i l l  c o m e  
t o  b e "  ( 5 ) .  
T h e  l a s t  n o v e l  I  s h a l l  c o m m e n t  o n  h e r e ,  A l m a  
e n  l o s  l a b i o s  " s o u l  o n  t h e  l i p s "  b y  F e l i p e  T r i g o ,  c a n  
b e  r e a d  a s  t h e  c o n t i n u a t i o n  o f  t h e  i n t e r r u p t e d  
s t o r y  o f  M e r c e d e s ,  s i n c e  h e r e  w e  f i n d  p r e c i s e l y  
T h e  S e d u c t i o n  o f  t h e  A u d i e n c e  
" w h a t  o n e  d a y  w i l l  c o m e  t o  b e . "  
I n  t h i s  n o v e l  w e  w a t c h  t h e  p r o -
c e s s  o f  l e a r n i n g  o f  G a b r i e l a ,  a  
y o u n g  b o u r g e o i s  w o m a n ,  w h o  
h a s  s p e n t  h e r  c h i l d h o o d  r e a d i n g  
a n d  w h o  w i l l  b e c o m e  a  f a m o u s  
w r i t e r .  I f  i n  o u r  l a s t  n o v e l ,  
M e r c e d e s  " w r i t e s "  h e r  l i f e  i n  t h e  
m e t a p h o r i c a l  s e n s e ,  h e r e  
G a b r i e l a  l i t e r a l l y  w r i t e s  a n d  p u b -
l i s h e s  n o v e l s .  W i t h  t h e  h e l p  o f  
D a r i a ,  t h e  e x - l o v e r  o f  h e r  
m o t h e r  a n d  n o w  h e r s  ( a g a i n  w e  
f i n d  a  k i n d  o f  i n c e s t ) ,  t h e  p r o -
t a g o n i s t  p a s s e s  f r o m  t h e  
d o m e s t i c  t o  t h e  p u b l i c  s p h e r e -
a n d  f r o m  r e a d i n g  t o  w r i t i n g .  T h e  
e r o t i c  r e l a t i o n s  b e t w e e n  t h e  
c h a r a c t e r s  w i l l  d e v e l o p  i n  t a n -
d e m ,  p a r a l l e l  t o  G a b r i e l a ' s  
c a r e e r .  D a r i a  g u i d e s  h e r  t h r o u g h  
t h e  v a r i o u s  p h a s e s  i d e n t i f i e d  b y  
t h e  t i t l e s  o f  t h e  f o u r  p a r t s  o f  t h e  
n o v e l :  N o v i a  " g i r l f r i e n d , "  
A m a n t e ,  " l o v e r , "  E s p o s a  " w i f e , "  
a n d  M U J E R ,  " W O M A N "  - a n d  
t h i s  l a s t  t i t l e  a p p e a r s  a l l  i n  u p -
p e r c a s e  i n  t h e  t e x t .  A l l  t h e  p h a s e s  
a r e  p r e s e n t e d ,  o f  c o u r s e ,  a s  a  
f u n c t i o n  o f  t h e  m a n ;  t h e  c h a r a c -
t e r  c o n t i n u e s  t o  s e e  h e r s e l f  
t h r o u g h  t h e  m a s c u l i n e  g a z e .  
T h e  G i r l f r i e n d  p h a s e  e n d s  a t  
t h e  m o m e n t  o f  d e v e l o p m e n t  i n  
w h i c h  t h e  t w o  n o v e l s  I  h a v e  d i s -
c u s s e d  a b o v e  e n d ;  t h a t  i s ,  a t  t h e  
m o m e n t  i n  w h i c h  t h e  p r o t a g o -
n i s t  m u s t  c h o o s e  b e t w e e n  h e r  
f a m i l y  a n d  h e r  l o v e r .  L i k e  
M e r c e d e s ,  G a b r i e l a  l e a v e s  h e r  
p a r e n t s  t o  g o  w i t h  D a r i a ,  e v e n  
t h o u g h  s h e  b e l i e v e s  h i m  m a r -
r i e d .  T h e i r  u n i o n  i s  
c o n s u m m a t e d  a f t e r  a  l e n g t h y  
s e d u c t i o n  ( w h e n  t h e y  r u n  a w a y  
I  
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together, they have not yet 
made love); and the sexual act 
is described in a similar way to 
the initiation of Flora which I 
quoted earlier. As a result of the 
loss of her virginity, Gabriela 
confesses to Daria the secret that 
she not only reads, but also 
writes; the "vice of reading," 
she explains, has caused the "vice 
of writing" (117). Far from 
bringing on hysteria or uterine 
furor, as was thought in the nine-
teenth century, reading and the 
sexual act inspire creation and 
creativity. What Gabriela writes 
and publishes is her private life, 
her feelings and sensations; with 
Dado she begins to narrate 
erotic episodes. The text does 
not transcribe any of Gabriela's 
writing, but the other characters 
speak of it, and the narrator de-
scribes its effects on the (male) 
readers-again, the masculine 
gaze. For Daria, Gabriela the 
writer was "a most seductive, 
sentimental and sensitive being" 
(119). Now it is Daria who is 
seduced by reading, and 
Gabriela is the "prodigious nov-
elist of sensual love." Her 
writing is presented as a 
liberatory act, an act of self-re-
alization. Yet, Daria makes up 
the pseudonym that she uses, 
Dariela, a name that clearly al-
ludes to his role as director in 
the identity and work of the pro-
tagonist. And he determines the 
course of action the couple will 
follow when she is presented to 
the world. Daria will remain 
separated from Gabriela, or 
rather, Dariela, when she enters 
the public sphere; he has decided to occupy with 
her only the domestic sphere where he will share 
the care of their children. Although we see here 
the possibility of an inversion of roles between 
men and women, or at least, an equitable distri-
bution of rights and responsibilities, this is never 
fully achieved, since Daria maintains at all times 
the power in the relationship, he is ever the 
teacher and the guide. 
The WOMAN of the last part is a perfect part-
ner, free and aware, who does not admit 
jealousies or other social obstacles; she knows and 
appreciates herself-both physically and spiritu-
ally. From her reading, as from Daria, she learns 
to analyze her feelings; in her writing and 
lovemaking, she puts this knowledge to practice. 
That is, reading and seduction lead to creation 
and fulfillment. Once this development is 
achieved, the novel ends with the image of the 
couple who float on a hot-air balloon among the 
clouds, drinking champagne. 
These novels cannot truly be considered revo-
lutionary in their representation of society, or the 
characterization of the female protagonists. These 
embody images produced by masculine fantasy: 
they are beautiful, sensitive, understanding, in-
telligent, always dependent on a man for their 
happiness and personal development. In the end, 
the novels perpetuate a patriarchal system-they 
say little about economic liberation, for example. 
Yet, if we read these texts from the perspective 
of the role assigned to the bourgeois woman at 
the time, we can see that they open an 
emancipatory space for women by proposing a 
different model from the Angel of the House. 
The female characters can find freedom when they 
reject the tyranny of the family. They find fulfill-
ment when they enter the public sphere. They 
are presented as sexual beings whose desires and 
pleasures are healthy. 
Thus, the danger of the sicaliptic novel lies in 
its reading, which could awaken the sexuality of 
the reader, or rather, may incite her to reevalu-
ate her sexuality. From this perspective, it is not 
so much the plots of the novels that matter (and 
many of them are poo 
perspective), but rathe: 
these texts construct. T1 
bidden in the twentietr 
nineteenth, not even in ' 
Marital Hygiene attests 
medicalized sexual disc 
speaks. Sicaliptic nov1 
which preceded them, c; 
sistence on erotic pleas1 
women, and in their int 
desire in the audience. c 
a sensual and subjectivE 
cold "scientific" analys 
duce the sexual act, evE 
is, perhaps, because o 
which does not corres 
demic sphere, that man: 
at the turn of the centur 
ized). And, hence, they 
whispers the sicaliptic r 
carried with them thE 
moral order when they 
between the public and 
an ars erotica in the plac 
the prior century.3 f0(ll(l 
Notes 
1 Just this past April ( 
"Sicalipsis," by Ramon e 
the charts in Granada, 
Obscena, a post-punk, un 
also released a song und1 
mid-80s. And recently, F 
mance artist Iury Lech pu 
entitled "De sicalipsis y F 
2 A clear example of the e1 
ars when dealing with 
Corominas, who, in his st 
nary of Spanish, define~ 
pornographic," and expt 
bitrary creation" mod 
"sybaritic" or "apocaly 
Moliner' s Diccionario del 
the real etymology of the· 
'  d e c i d e d  t o  o c c u p y  w i t h  
h e r e  w h e r e  h e  w i l l  s h a r e  
n .  A l t h o u g h  w e  s e e  h e r e  
r e r s i o n  o f  r o l e s  b e t w e e n  
l e a s t ,  a n  e q u i t a b l e  d i s t r i -
' o n s i b i l i t i e s ,  t h i s  i s  n e v e r  
r i o  m a i n t a i n s  a t  a l l  t i m e s  
i o n s h i p ,  h e  i s  e v e r  t h e  
. a s t  p a r t  i s  a  p e r f e c t  p a r t -
w h o  d o e s  n o t  a d m i t  
o b s t a c l e s ;  s h e  k n o w s  a n d  
h  p h y s i c a l l y  a n d  s p i r i t u -
l S  f r o m  D a r i a ,  s h e  l e a r n s  
; s ;  i n  h e r  w r i t i n g  a n d  
[ s  k n o w l e d g e  t o  p r a c t i c e .  
d u c t i o n  l e a d  t o  c r e a t i o n  
~ t h i s  d e v e l o p m e n t  i s  
I s  w i t h  t h e  i m a g e  o f  t h e  
J t - a i r  b a l l o o n  a m o n g  t h e  
a g n e .  
r u l y  b e  c o n s i d e r e d  r e v o -
~ntation o f  s o c i e t y ,  o r  t h e  
m a l e  p r o t a g o n i s t s .  T h e s e  
~d b y  m a s c u l i n e  f a n t a s y :  
[ t i v e ,  u n d e r s t a n d i n g ,  i n -
d e n t  o n  a  m a n  f o r  t h e i r  
d e v e l o p m e n t .  I n  t h e  e n d ,  
J a t r i a r c h a l  s y s t e m - t h e y  
=  l i b e r a t i o n ,  f o r  e x a m p l e .  
d s  f r o m  t h e  p e r s p e c t i v e  
: h e  b o u r g e o i s  w o m a n  a t  
e  t h a t  t h e y  o p e n  a n  
w o m e n  b y  p r o p o s i n g  a  
: 1 e  A n g e l  o f  t h e  H o u s e .  
l  f i n d  f r e e d o m  w h e n  t h e y  
f a m i l y .  T h e y  f i n d  f u l f i l l -
t h e  p u b l i c  s p h e r e .  T h e y  
, e i n g s  w h o s e  d e s i r e s  a n d  
: 1 e  s i c a l i p t i c  n o v e l  l i e s  i n  
a w a k e n  t h e  s e x u a l i t y  o f  
a y  i n c i t e  h e r  t o  r e e v a l u -
: h i s  p e r s p e c t i v e ,  i t  i s  n o t  
n o v e l s  t h a t  m a t t e r  ( a n d  
m a n y  o f  t h e m  a r e  p o o r  f r o m  a  s t r i c t l y  l i t e r a r y  
p e r s p e c t i v e ) ,  b u t  r a t h e r  i t  i s  t h e  d i s c o u r s e  t h a t  
t h e s e  t e x t s  c o n s t r u c t .  T o  s p e a k  o f  s e x  i s  n o t  f o r -
b i d d e n  i n  t h e  t w e n t i e t h  c e n t u r y ,  n o r  i s  i t  i n  t h e  
n i n e t e e n t h ,  n o t  e v e n  i n  e x p l i c i t  t e r m s - M o n l a u ' s  
M a r i t a l  H y g i e n e  a t t e s t s  t o  t h e  e x i s t e n c e  o f  t h e  
m e d i c a l i z e d  s e x u a l  d i s c o u r s e  o f  w h i c h  F o u c a u l t  
s p e a k s .  S i c a l i p t i c  n o v e l s ,  a n d  t h e  e n g r a v i n g s  
w h i c h  p r e c e d e d  t h e m ,  a r e  s u b v e r s i v e  i n  t h e i r  i n -
s i s t e n c e  o n  e r o t i c  p l e a s u r e ,  o n  t h e  p h y s i c a l i t y  o f  
w o m e n ,  a n d  i n  t h e i r  i n t e n t i o n  t o  p r o v o k e  s e x u a l  
d e s i r e  i n  t h e  a u d i e n c e .  T o  d o  t h i s ,  t h e  n o v e l s  u s e  
a  s e n s u a l  a n d  s u b j e c t i v e  l a n g u a g e ;  t h e y  r e j e c t  t h e  
c o l d  " s c i e n t i f i c "  a n a l y s i s ,  a n d  p r e t e n d  t o  r e p r o -
d u c e  t h e  s e x u a l  a c t ,  e v e n  i n  t h e i r  s y n t a x .  A n d  i t  
i s ,  p e r h a p s ,  b e c a u s e  o f  t h i s  p r i v a t e  d i s c o u r s e ,  
w h i c h  d o e s  n o t  c o r r e s p o n d  t o  t h e  p u b l i c ,  a c a -
d e m i c  s p h e r e ,  t h a t  m a n y  c r i t i c s  w e r e  s c a n d a l i z e d  
a t  t h e  t u r n  o f  t h e  c e n t u r y  ( m a n y  a r e  s t i l l  s c a n d a l -
i z e d ) .  A n d ,  h e n c e ,  t h e y  c o n d e m n e d  t o  s i l e n c e  o r  
w h i s p e r s  t h e  s i c a l i p t i c  n o v e l s  a n d  i m a g e s ,  w h i c h  
c a r r i e d  w i t h  t h e m  t h e  d a n g e r  o f  a l t e r i n g  t h e  
m o r a l  o r d e r  w h e n  t h e y  t r a n s g r e s s e d  t h e  b o r d e r s  
b e t w e e n  t h e  p u b l i c  a n d  t h e  p r i v a t e ,  s u b s t i t u t i n g  
a n  a r s  e r o t i c a  i n  t h e  p l a c e  o f  t h e  s c i e n t i a  s e x u a l i s  o f  
t h e  p r i o r  c e n t u r y .
3  
~ 
N o t e s  
1  
J u s t  t h i s  p a s t  A p r i l  ( o f  1 9 9 9 ) ,  a  r e c o r d  t i t l e d  
" S i c a l i p s i s , "  b y  R a m o n  e l  O s o ,  r e a c h e d  n u m b e r  8  i n  
t h e  c h a r t s  i n  G r a n a d a ,  S p a i n .  P r i o r  t o  t h i s ,  S o r  
O b s c e n a ,  a  p o s t - p u n k ,  u n d e r g r o u n d  P e r u v i a n  g r o u p ,  
a l s o  r e l e a s e d  a  s o n g  u n d e r  t h e  t i t l e  o f  s i c a l i p s i s  i n  t h e  
m i d - 8 0 s .  A n d  r e c e n t l y ,  p o e t ,  m u s i c i a n ,  a n d  p e r f o r -
m a n c e  a r t i s t  I u r y  L e c h  p u b l i s h e d  a  c o l l e c t i o n  o f  v e r s e  
e n t i t l e d  " D e  s i c a l i p s i s  y  p e c e s  m u d o s "  ( 1 9 9 4 ) .  
2  
A  c l e a r  e x a m p l e  o f  t h e  e m b a r r a s s m e n t  f e l t  b y  s c h o l -
a r s  w h e n  d e a l i n g  w i t h  s i c a l i p s i s  i s  t h a t  o f  J o a n  
C o r o m i n a s ,  w h o ,  i n  h i s  s t a n d a r d  e t y m o l o g i c a l  d i c t i o -
n a r y  o f  S p a n i s h ,  d e f i n e s  " s i c a l i p t i c o "  a s  " o b s c e n e ,  
p o r n o g r a p h i c , "  a n d  e x p l a i n s  t h a t  t h e  w o r d  i s "  a n  a r -
b i t r a r y  c r e a t i o n "  m o d e l e d  a f t e r  t e r m s  s u c h  a s  
" s y b a r i t i c "  o r  " a p o c a l y p t i c . "  I t  i s  o n l y  i n  M a r i a  
M o l i n e r '  s  D i c c i o n a r i o  d e l  u s a  d e l  e s p a i i o l  t h a t  w e  f i n d  
t h e  r e a l  e t y m o l o g y  o f  t h e  w o r d .  
T h e  S e d u c t i o n  o f  t h e  A u d i e n c e  
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3 Foucault distinguishes among the 
various sexual discourses of the 
Western, bourgeois world and iden-
tifies the systematized discourse of 
the nineteenth century as a scien tia 
sexualis. The public discussion of 
sexuality is informed by a scientific, 
objective vocabulary that pretends 
to expound the Truth about sexual-
ity and distinguishes what is 
normal from what is aberrant. In 
opposition to the ars erotica, which 
deals with the sexual initiation of 
the individual, carried out by a 
master who imparts his/her knowl-
edge to a pupil who puts these to 
practice, scientia sexualis, through 
medicine, psychiatry, and peda-
gogy, occupies itself with the 
obsessions, fantasies and desires of 
the individual, all of which are pre-
sented as the causes of a series of 
nervous illnesses and of the degen-
eration of that individual. Pleasure, 
the object of the ars erotica, is thus 
placed within the category of an ill-
ness, of a dangerous abnormality 
in the nineteenth-century sexual 
discourse. 
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